What we call things is important -it reveals what we think about the world.
ancient Greece, it is the task of this paper to look at the interrelationship between gender and authorship in the works of three female authors of ancient Greek poetry, through the terminology used by female authors to describe their own authorship. I want to focus on the subtle and suggestive use of language by women in a culture where writing is dominated by men: in particular, the language used to describe and depict their own authorship. Seeing language as a performative process, I uncover a 'subversive mask' of language used by female poets to create a double layering that talks about their own authorship.
13 I also show how female poets reformulate the gendered relationship between male poet and female Muse
Finally, the third issue, the problem of what 'literary', 'literature', and 'author' meant in the ancient world, introduces another contextual problem to the debate. It would be naïve to assume that there could be an easy continuity between the oral circulation of texts and performances in archaic Greek antiquity, the highly literary productions of Hellenistic Greek culture, and the contemporary machinery of literature. 30 Yet I would suggest that, while acknowledging differences in context and genre, Austin's (by now well-known) conception of 'performative utterances' can provide a useful bridge between different genres and performance modes in ancient Greek poetry. Performativity crucially allows us to understand any ritual/scripted act as in some way performative of identity, where 'authorship' (as itself a performed identity) is either substantiated and enacted in the presence of the performer and his/her delivery of a spoken text, or imitated performatively through the written evocation of the authorial self. 31 Similarly, Judith Butler's understanding of gender as a continuous series of 'constituting acts' maps neatly onto the performativity of authorship and gender in ancient Greek poetry. 32 Claims to authoriality made in real-time performance must have become intricately linked with the process of enacting gender: as Eva Stehle points out in
Performance and Gender, 'since gender is an inevitable part of self-presentation in the flesh and cultural assumptions about gender attach themselves to speakers prior to any speech and inform its reception, oral texts must be read as gendered speech.' 33 The same holds true for the written 'voice', where the authorial voice represents and stages the identity of the author, thus enabling the author, as a gendered body, to enact/perform herself. 34 Authorship and gender are thus not only both performative acts in and of themselves: their performativity together constructs each other, where the voice of the poet and the construction of gender interplay and substantiate each other in subtle and complex ways. Rather than attempting to recover an 'authentic' or 'original' Sappho and Nossis, we are instead in the more nuanced position of assessing the construction of the gendered voice in and through the articulation of notions of authorship, as they meet in the performativity of the self through words.
Rather than try to attempt an exhaustive (or even representative) account, therefore, I
present three case studies from the surviving female-authored literature, as examples of the application of substantive authorship terminology by female authors. 35 Instead of trying to make a claim for a comprehensive lexical survey, which, given the paucity of surviving female-authored texts from antiquity, would be impossible in any case, I suggest instead that each reading allows us to see these three female authors seeking an authentic lexicon and definition for their role within a male dominated realm, a performative, processual enacting of the self, as women and as authors, through the layering of language and the assumption of a subversive mask which enacts and creates multiple meanings.
Sappho μουσοπόλος
Sappho is unusual amongst the female authors of ancient Greece, not only because she provides us with the largest sample size of female-authored poetry, but also because she was well-known enough to be recognised (and labelled) as an author in her own right by male authors in later periods (see Appendix for a comprehensive list Unfortunately, given the fragmentary condition of much of Sapphic transmission, the jury is out as to whom Sappho is referring, or if, indeed, she is referring to anyone in particular.
Most commentators take it for granted that she is speaking here of a particular personality, with Terpander as the most popular candidate for Sappho's subject. 38 I would suggest that perhaps Sappho might be using the grammatical masculine here, not for it is not right in the house of those who serve the Muses that there should be lamentation… That would not be fitting for us.
According to Maximus of Tyre, who preserved the fragment for us, Sappho is addressing her daughter here, leading most scholars to the conclusion that the δόμος ('house') spoken of here is Sappho's own. 45 The specific textual problem revolves around the line-ending of the first line of the fragment, which has come down to us as the unmetrical οἰκίαι, and the restoration of the central portion of the second line. 46 Gregory Nagy's analysis of the meaning of Μουσάων θεράπων in the Theogony is helpful here. Nagy suggests that Μουσάων θεράπων at Theog. 100 can be understood both by comparison to Patroclus' status as a 'ritual substitute' for Achilles in the Iliad, and, more broadly, to the status of all the Achaean warriors as θεράποντες Ἄρηος.
63 There seem to be two strands to this argument: on the one hand, the θεράπων is unique in his ability to act as a ritual substitute for a single person/entity; on the other, precisely because he is only a substitute, he also becomes a generic force who can be replaced. 'Whereas the generic warrior is the "therápōn of Ares",' Nagy concludes, 'the generic poet is the "therápōn of the 
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. The implication of the gap between the θεράπων and the θεοί whom he serves is clear. 67 If we return to Sappho and the μουσοπόλος, we see that the position here is quite different. Rather than implying formal inferority or generic replaceability in a relationship to a higher power, the -πόλος suffix of Sappho's μουσοπόλος emphasises proximity, engaged activity and a dynamic of care and guardianship towards the Muses. 68 Moreover, Sappho enacts and performs her understanding of this relationship with the Muses on the stage of the feminine space of the δόμος ('house') surrounded by at least one and possibly more female 'attendants of the Muses', as she herself makes clear: οὐ γὰρ θέμις ἐν μοισοπόλων δόμωι ('for it is not right … in the house of those who serve the Muses' [emphasis mine]). As a woman, the δόμος is her assigned province -indeed, it is the province of all the women of her family, as the fragment, which Maximus of Tyre tells us is addressed to herself and her daughter, shows. 69 Whilst the Μουσάων θεράπων in Hesiod is distanced from the Muses and places himself as a shepherd upon the mountain as a delineation of his status as generic poet and ritual worshipper, then, Sappho deliberately transfers her understanding of the interrelationship between her gender and her authorship to the feminine, enclosed stage of the δόμος. Simultaneously, and no less importantly, she translates the singular Μουσάων θεράπων into a community of (at least two) female μουσοπόλοι who, together, take part in the intimate project of caring for and engaging with the Muses. 70 The δόμος thus becomes the sacred space, metaphorical or not, in which women can perform their identity by singing their own poetry in their own voices, vouchsafed by their privileged relationship with the Muses.
Whilst Herodotus, then, labels her as a music-maker, and Hesiod plays a complicated game of proximity and distance from the Muses, Sappho puts herself on the level of Hesiod -and then changes the rules of the game. Creating her own vocabulary and poetic terminology, 71 she invents a language for female authorship that plays upon male tropes and embellishes them with uniquely female spaces and relationships, ambiguous, hidden and many-layered, to construct a self-definition that is uniquely and incontrovertibly her own.
Eurydice λόγων μήτηρ Eurydice of Hierapolis dedicated this to the Muses when she fulfilled the longing for knowledge in her soul. For she, delighted mother of thriving sons, laboured to learn letters, the remembrance of speech.
Eurydice of Macedon was born around 410 BCE. She was the granddaughter of a king of Lyncestae in northern Greece, wife of the king of Macedon, Amyntas III, and (as we see in the epigram above) mother of three sons, each of whom became the king of Macedon.
Indeed, one of them was Philip II, father of Alexander the Great, thus making Eurydice Alexander's grandmother. 73 But it is not her impressive pedigree that earns her a place here; it is her writing, which, as she tells us, she laboured hard to learn (γράμματα γὰρ μνημεῖα λόγων … ἐξεπόνησε μαθεῖν).
Let us look a little more closely at the epigram itself to unpack why it is of importance to the study of female authorship terminology. On the surface of things, the dedicatory inscription falls unequivocally into the category of a standard votive offering: the incorporation of the name of the dedicator and the gods to whom it is given are both standard votive fare. 74 There are some other pieces of information given, in addition to Eurydice's name. The first is Eurydice's motherhood, and the description of her 'thriving sons' (παίδων ἡβώντων); the second, the fact that she learnt to read and write, 'labour[ing] to learn letters, foregrounded, and her willing compliance to her task emphasised with the participle γεγαυῖα ('delighted'). Her fertility and ability to produce many children is suggested in the plural παίδων, whilst the fact that they have all reached adulthood -another hallmark of the ideal mother -is explicitly pointed out with the participle ἡβώντων, which literally translates as 'having achieved adulthood' or 'being in the prime of life.'
78 And yet Plant's observation above, that Eurydice's focus here seems to be placed explicitly upon the benefits of learning for herself, suggests that there is more going on. The two aspects of her personality -her womanhood, and her writing -are in fact deeply implicated in the structure of the poem, with the sub-clause μήτηρ γεγαυῖα / παίδων ἡβώντων embedded across a line-break within the main clause, γράμματα γὰρ μνημεῖα λόγων … ἐξεπόνησε μαθεῖν. The effect is as if the two are so deeply implicated in one another that they cannot be separated.
The juxtaposition of the two clauses creates a particularly interesting collocation at its heart which serves to define Eurydice's attitude towards her poetry, and which allows us to begin to comprehend her understanding of her relationship to writing. At the very centre of the clause, framed by a rhyming noun and perfect participle, we have the collocation λόγων μήτηρ: 'mother of words.' The line-break between μήτηρ and παίδων ἡβώντων makes this juxtaposition particularly hard to miss, and it would be an easy mistake to make, upon first reading the epigram, to assume that the two -the noun μήτηρ and the genitive plural λόγων placed right beside it -belong together.
So why does this matter? I want to suggest that Eurydice is performing a version of literary gender here that implicates her female authorship with her motherhood, a central feature of Hélène Cixous' later description of 'écriture féminine': 'a woman is never far from "mother" There is a female being that hides in her womb unborn children, And although the infants are voiceless they call out Across the waves of the sea and over the whole earth to whomever they wish, and people who are not present And even deaf people are able to hear them. The female being is a letter, And the infants she carries are the letters of the alphabet: Although they are voiceless they can speak to people far away, To whomever they wish; and if some other person happens to be Standing near the one who is reading, he will not hear them. (tr. Prins)
As Yopie Prins points out, 'the riddle revolves around ἐπιστολή as a feminine noun: the female creature is an epistle, containing inside of itself letters of the alphabet that will speak to the reader who voices them. These letters are figured as infants born into speech, and the letter bearing them (in all senses of the word) as a female body about to give birth.' 80 In addition to demonstrating a contemporary connection between motherhood and 'letters', however, there are also several striking similarities between Eurydice's epigram and 'Sappho's' answer to the riddle. The second line of 'Sappho's' response in particular, βρέφη δ᾽ ἐν αὑτῇ περιφέρει τὰ γράμματα, shares similarities with the third and fourth lines of Eurydice's epigram: the mirroring of βρέφη and γράμματα at line-start and end in Antiphanes is echoed in the pairing between Eurydice's γράμματα at the start of the third line (note the same word) and παίδων at the start of the fourth.
Within this framework, then, we can begin to read Eurydice's epigram as playing into a contemporary associative imagery connecting motherhood and writing. Rather than positing her learning and writing as a constraint of her position as a woman, valid only inasmuch as it is passed onto her children, 81 I want to suggest that the collocation λόγων μήτηρ at the heart of the inscription subtly hints at the fact that it is precisely Eurydice's femininity and motherhood that qualifies her for a deep and enduring (ψυχῇ) connection to literature. This is only reinforced by the fact that her dedication is to the Muses, female goddesses who, as we have seen through the example of Sappho, were presented as intimately connected to the female literary project. 82 Furthermore, the juxtaposition of the plural noun μνημεῖα next to the collocation λόγων μήτηρ, and in close proximity to the mention of the Muses, implicitly recalls the mother of the Muses themselves, Mnemosyne (Μνημοσύνη, cognate with μνημεῖα). 83 Just as Mnemosyne mothered the Muses, goddesses of literature and poetry, so Eurydice, too, is the λόγων μήτηρ. The words of the poem itself literally inscribe the dedication into a genealogy of memory and motherhood that goes back to the Muses, Mnemosyne and beyond through the connection of motherhood and authorship -the bearing of children, and the production of words. 84 Eurydice's poem, short as it is, thus serves to define female authorship in a subtle, multilayered text that allows for multiple meanings. On the surface of the inscription, Eurydice denotes herself as a good mother who has learned letters to educate her sons, articulating the values and desires expected of a woman. In another layer, her poem opens up a discourse on femininity, motherhood, creativity and its relationship to literature and authorship. And at the deepest layer, reading the μνημεῖα-function of Eurydice's γράμματα as a connection to Mnemosyne, the mother of the Muses, the dedicatory inscription itself becomes a claim to a connection with the Muses that is deeply implicated in motherhood, language, and memory.
As Susan S. Lanser puts it in reference to the coded speech of the female voice, the 'feminine style' of the surface text, that 'powerless', non-authoritative term called 'women's language,' here becomes a powerfully subversive mask for telling secrets to a woman under the watchful eyes of a man … it deliberately adopts a 'feminine' position that is exaggerated into subversion by exposing the mechanisms of its own abjection. Nossis sees herself as identifying with Rhinthon, a poet who engaged with a so-called 'inferior' form who nevertheless won fame and approval for his work (in the form of Dionysiac garlands: ἀλλὰ φλυάκων / ἐκ τραγικῶν ἴδιον κισσὸν ἐδρεψάμεθα). Their shared Hellenistic aesthetic of smallness and purity (ὀλίγη), as Skinner points out, is represented in the form of the small, female nightingale: 'Nossis 10 is therefore a literary manifesto in which the figure of Rhinthon, the hyperfeminine aêdonis, fronts for the author, who tacitly professes her own allegiance to that emerging principle of Hellenistic taste that renounces magnitude and high seriousness in favor of a deft and playful textual finesse.' 96 In a subtle turn, the ἴδιον in the ἴδιον κισσὸν thus serves to bind the two poets together: on the surface, Rhinthon claims in the epigram that he achieved recognition from his tragic burlesques; simulatenously, Nossis, by identifying herself with him and by writing an epigram that binds them together, gains her own 'garland' (emphasised by the insertion of ἴδιον) from the implication of her work with his 'tragic burlesques' (φλυάκων / ἐκ τραγικῶν).
And yet there is an unusual feature to Nossis' use of the term ἀηδονίς which suggests that she is doing more than simply paying tribute to Rhinthon by identifying with her fellow poet.
Marilyn Skinner has suggested that, by adding the feminine -ίς suffix to the already grammatically feminine noun ἀηδών ('nightingale') in apposition to Rhinthon's name, Nossis hyper-feminises an attribute which is allegedly supposed to belong to the male poet Rhinthon. By doing so, Nossis creates a double grammatical female-ness to the noun that 'call[s] attention to the female poetic presence behind the male mask.' 97 The fact that Nossis is enacting Rhinthon, and that she is hiding/revealing her identity through the performance of her own gender/identity, is further suggested both by her frequent self-naming elsewhere in the surviving corpus of her work (Nossis names herself three times within the twelve remaining epigrams), 98 and in her pervasive use of a distinctly feminine 'personalized authorial voice' 99 -implying that the reader is meant to be well aware that it is Nossis speaking behind the fictive Rhinthon. As Kathryn Gutzwiller argues, 'the voice heard in the epigrams once they have been gathered into a poetry book, far from being the anonymous voice of traditional dedicatory style, now seems to emanate from a single personality.' 100 Taking Gutzwiller's argument a step further, Jackie Murray and Jonathan Rowland suggest that the pervasive presence of many masculine-voice epigrams within Nossis' suriving works suggests that this interplay and deconstruction of masculine and feminine voices was a conscious theme in Nossis' work. Describing Nossis' voice as 'simultaneously masculine and feminine,' they suggest that her 'transgendering' of her vocality serves to problematise divisions between masculine/feminine gender and authorship.
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Nossis is thus not only identifying with Rhinthon in this epigram -she is also performing him, in a process which thereby calls attention to the performativity of the self, of the gendered voice, and of authorship itself.
So much for the context and interpretation of what Nossis is doing in this epigram -what
of the search for the semantics of female authorship? To look at how Nossis may have performed and interpreted/labelled her authorship, we need to focus in on the term ἀηδονίς even further. The figure of the nightingale, as has often been noted, recurs as a trope for song and poetry in Greek literature:
Many poets described themselves as students of the nightingale or as the nightingale itself (e.g. Alcm. fr. 25; Bacchyl. 3, 97; EpGr 628; Anth. Pal. 7, 44) . Thus for philosophers, (Democr. B 154 Diels; Chamaeleon in Ath. 9,390a), the nightingale became the inventor of song. In the Hellenistic era, the names of the nightingale were even used as a synonym/allegory for 'song' (Callim. Epigr. 2,5) and 'poetry' (Palladas, Anth. Pal. 10, 92, 2) .
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But the nightingale is particularly interesting here for its recurrent association with female song, and specifically, female lament -chiefly stemming, as Nicole Loraux points out, from the depiction of the nightingale in the myth of Procne. 103 The myth relates that Procne was turned into a nightingale after her sister, Philomela, was assaulted and mutilated by her husband, Tereus. Though Tereus cut out Philomela's tongue so that she could not tell of the crime he had committed, Philomela relayed the story to her sister by weaving the tale into a tapestry. The two women then killed Itys, Procne's son by Tereus, and were transformed into birds -Procne into a nightingale, and Philomela into a swallow. Here, then, Nossis is not only calling on a trope that is associated with poetry and song; she is utilising one that is specifically connected to women's song and women's roles in the articulation and delineation of her authorship. This is, I would suggest, only heightened by the explicit connection of the nightingale here to the Muses with Μουσάων … ἀηδονίς -a phrase which occurs nowhere else in the entire corpus of Greek literature Sappho and Eurydice doing in a subtle attempt to reclaim a female genealogy of literary authorship. 109 Simultaneously, the tragic resonances of the nightingale suggest that Nossis here, in her performance of Rhinthon, is engaging in her own tragic farce (as we saw above in her appropriation of the ἴδιον κισσὸν), appropriating Rhinthon's area of expertise as a writer of tragic farces. 110 Nossis thus both invokes 'traditional' male assumptions about female song as expressed in tragedy through the figure of the nightingale, performing them beneath the mask of the male voice, while simultaneously replacing it with her own hyperfeminised vision of female gender and its relationship, both to the Muses, and to authorship as a whole.
In order, however, to fully appreciate the extent to which Nossis is playing here with the complication of the male/female voice and its relationship to authorship, we need to dig deeper to unpack the etymology of ἀηδονίς ('nightingale'), the feminised form of ἀηδών.
The etymology of the word, which takes its root from ἀείδω, 'I sing' (see LSJ s.v. ἀηδών), another level, draws attention to Nossis' poetic mask, emphasising the femininity of the female poet behind the 'male' statement. Even more importantly, it hints, perhaps for the first time in extant Greek literature, at a potential lexicon for female authorship that is both cognate with the masculine ἄοιδος and which comments on the deep association between nightingale imagery and female speech.
Nossis' ἀηδονίς, with its overt femaleness, its referentiality to male figurations of female speech genres, and its linguistic and literary connection to ἄοιδος, thus has the potential for interpretation as 'female author' in a canonical sense, equivalent to the terms used for male authorship -as we saw was hinted at above in the generic masculine of Sappho's ἄοιδος (Fr.
106 LP). In Nossis' epigram, however, the term is wrapped instead in layers of irony in a 'now you see it, now you don't' play of metaphor and performed identity in which female authorship is both hinted at and hidden under the rich interpretative mask of the nightingale.
Just as we saw Eurydice coding her speech in a double layer, with images of femininity enacted for male eyes on the surface, and a deeper, more subversive claim for authorship inscribed beneath, so here we see Nossis playing up the hyper-feminised nightingale whilst, at the same time, subtly and at a deeper level laying claim to a connection between song, performance, and female authorship that rivals even that of Homer and the bards themselves.
Thus Nossis beats Rhinthon at his own game, turning an epitaph for the male poet into an enunciation of her own poetic ability and aims. The Μουσάων ὀλίγη τις ἀηδονίς becomes a symbol for Nossis and female poetry itself, slighted as small by male poets but easily capable of singing her own tune; silenced by the male voice, but capable of transformation through performance into female-gendered speech; and just as good as the male dramatists at making a tragic pun or two.
Conclusion
It is important to stress, as I did at the outset, that the sample size for female-authored literature in ancient Greek is inescapably small in comparison to male-authored texts; and yet the conclusions we can draw, even from a close analysis of these three poets, are nevertheless interesting and suggestive, and open up important avenues onto a discussion around female authorship terminology in ancient Greek that are productive in their own right. We have seen Sappho draw attention to her service to the Muses (μουσοπόλος); Eurydice punning on the idea of a 'mother of words' (λόγων μήτηρ); and Nossis taking on the mask of the 'nightingale' (ἀηδονίς). In a world in which the harsh reality was that women were far less likely than men to achieve the status of authorship, the terminology available for the description of authorship unavoidably reflected the cultural status quo and, as we have seen, shifted to emphasise male authoriality. But it is precisely this linguistic-cultural atmosphere which makes the study of female authorship terminology in the ancient world such a fertile site of recovery; because in the absence of a pre-defined vocabulary for female authorship,
we are able to actually watch the process by which female authors envisioned their engagement with notions of literary production and authorship, and their construction of a vocabulary for and between themselves.
In the absence of norms of female authorship, then, we begin to see what really matters for female authors as they struggle to come up with a language that defines their literary projects.
We see them utilising language as a subversive mask for female self-definition, performing the role of the male poet or the dutiful mother whilst simultaneously outlining and defining their poetic projects. We see them weaving subtle connections between the figures of the Muses, motherhood, and creativity, emphasising proximity to the Muses as the special province of the female μουσοπόλοι, associating motherhood with Memory, and connecting female poetry through the nightingale's lament to the goddesses of song. We gain a privileged insight into their response to the male-centric authorial models established by Homer and Hesiod; we see how they juggle the expectations of a society that saw motherhood as a woman's sole purpose with their desire to produce literature; and we watch as they adopt the mask of a male poet to explore the connection between gender, authorship and voice. More than anything, it is through relationship -to their poetic communities, their families, their roles in society, and their male counterparts -and in the performative, processual enacting of the self, as women and as authors, that these female poets define and construct their understanding of their authorship, not simply through the descriptive force of what they do. It is a language of intertext that they create, in which metaphor is used to define and throw assumptions about reality into perspective. 
